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Making and producing traditions have been in a state of change with the emergence of
digital media that creates knowledge sharing platforms affecting the conventional
pathways. With a focus on embroidery activity, this paper seeks the dynamics of domestic
craft-making under the influence of digitalization culture and aims to reveal the change
of traditional practices and approaches fostered through social media platforms. To
understand the potential of social media platforms, an empirical study was conducted
with forty-two Turkish craftspeople engaging in embroidery with particular open-ended
and sample-based questions. The findings show that the use of social media triggers the
creativity of homemakers that affect the originality of the end product. Besides, social
media shifts the inspiration source for homemaking from traditional to digital that
overcomes the constraint of conventional craft-making methods. It has also changed the
form of social interaction between makers, makers and customers through the
emergence of new online communities and expanded the limits of embroidery making
activity by transforming hobbyists into makers and producers. Briefly, social media
decentralizes traditional making through the cultivation of new craft techniques and
redefines the identity of domestic makers.
Social media platforms; domestic craft-making; embroidery; Turkish craft

1. Introduction
Material culture consists of artifacts that have been made, modified, and utilized in a particular era and
geography. These artifacts, which surround the daily lives of people, intertwine the individuals and
cultural values of the society (Bronner, 1986). They are spread over a wide spectrum from large-scale
public constructions to homemade products. Artifacts in this wide scope reflect the lifestyles, beliefs,
This work is licensed under a Creative Commons Attribution-NonCommercial-Share Alike 4.0
International License.
https://creativecommons.org/licenses/by-nc-sa/4.0/

and worldviews of the communities in which they are produced. In a sense, material culture is a concept
containing both socio-economic and cultural aspects that reflect the behavior and thoughts of people.
These tangible things embody the abstract value of social and intellectual relations within a culture; they
have the feature of “speaking” as cultural values (Sarıtaş, 2019).
At this point, it is necessary to distinguish culture-specific homemade artifacts, which are the most
important representations of material heritage (Kayabaşı & Yanar, 2013), from mass-produced goods.
Initially, the place where making or production process goes into division, and homemaking activities are
associated with the domesticity. The labor of domestic making, that is work for no pay, seems like a
“soft” workforce and underrated practice. Because the political view of the sphere creates a hierarchical
relationship between the public and the domestic spheres, the separation of those lets the production
of gender inequality (Hallows, 2008). This duality attributes particular gender roles; the public identifies
the men and the private/domestic setting indicates the women (Matteson, 2014). Thus, domestic
making activity represents a particular notion of femininity, and homemade craft is seen as a woman’s
work (Divatia & Patel, 2017).
Besides, the domestic setting divides the identity of amateur homemaker and professional producer
with the aim and the amount of production. Mass production aims to commercial earning so has a large
manufacturing capacity depending on mechanical power; that represents the professionality. Yet,
domestic production based on hands-on activities is very limited due to the low speed of making and the
outputs that do not provide sufficient income or even profit. Thus, domestic making activities seem like
amateur works. This underestimation of domestic production and artifacts not only comes due to its
comparison with mass and machine production but also from the hierarchical division of applied arts
and crafts within itself. For instance, “low crafts” (Kenning, 2015) or “general crafts” are dissociated
from “studio crafts” (Weida, 2014). Here, low and general crafts representing the domestic craft-based
activities do not have a training background, so they are evaluated as the interest of a hobbyist. Herein,
domestic craft production is challenged by its simple requirements of equipment and material (Weida,
2014) compared to the larger scaled needs of atelier-based craft-making.
On the other hand, domestic craft-making follows prescribed production techniques and recreates the
existing designs and patterns (Weida, 2014). Thus, the process and outputs of domestic craft confer as
non-creative activity as against the applied arts (Kenning, 2015) that require a special fine art education,
skill-set, also intellectual and artistic approach. Domestic craft-making is associated with the
underestimated soft work of domesticity, unlike the reputation of hard labor or artistry. Thus, the
identity and produced artifacts of a homemaker carry an amateur spirit rather than a professional and
artistic taste or a designer label.
In conclusion, the literature emphasizes the underestimation of the art of textile handicraft because of
its identification with femininity and women-oriented labor by mainstream society (Chansky, 2010).
However, today, many researchers emphasize that the misperception about domestic craft-making is
changing (Kenning, 2015). As opposed to popular belief, domestic craft-making requires considerable
time, thinking, and skillset so “has value as a potential art form” (Groeneveld, 2016). Domestic craftmaking, which contains imaginary thinking and reflection, is a meaning-making activity so holds an
innovation potential and “creative literacy” of practitioners (Kenning, 2015; Talwar, 2018). With the rise
of third-wave feminism, craft movements and domestic mastership of women gain a respect and trade
potential of creativity (Chansky, 2010) through the development of technology and digitalization.
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2. Domestic craft-making
Domestic crafts or handicrafts are people's efforts to qualify the raw materials to meet their own needs
(Kayabaşı & Yanar, 2013). Domestic craft-making contains numerous activities; such as wood painting,
candle making, jewelry making, sewing, embroidery, knitting, quilting, and crocheting, that are the daily
normal of homemakers, especially women (Weida, 2014; Talwar, 2018).
As distinct from the atelier and industry, the sorts of domestic craft production mostly rely on physical
efforts. But, both physical and mental activities intertwine during the craft practices (Hallow, 2008).
Craft-making activity tracks the “procedural memory” (Weida, 2014) and experiential knowledge
(Niedderer & Townsend, 2014). Procedural memory, here, is fostered by previous experiences of the
maker with the material, craft techniques, and tools, besides the culture and tradition.
Especially, the production techniques and used ornaments for textile-based crafts, such as embroidery
and knitting, depend on cultural accumulation. Because it both creates and consists of indigenous and
collective craft knowledge, pathways, and procedures. However, these making and producing traditions
have been in a state of a change with the emergence of digital media that creates knowledge sharing
platforms affecting the conventional pathways through empower domestic makers to access, modify,
and develop new crafting methods and practices. In this paper, we will follow the impacts of
digitalization culture on domestic craft-making, within the context of Turkey.

2.1. Motivations of domestic craft-making
Domestic craft-making activities include different motivation levels. Initially, home crafts could have an
aesthetic way for personal expression (Edwards, 2006). Because domestic crafts are not just produced to
fill needs. They also have a potential for home decoration and personalization, that contain complex
correlations within the home and its members (Hallows, 2008). Decorating and homemaking, that carry
the meaning attribution and identification of their makers. Here, domestic production relying on Do-ItYourself (DIY) techniques is the meaning attribution and value creation practices of the maker (Edwards,
2006; Divatia & Patel, 2017). However, the meaning and experience of home are also re-produced
through domestic consumption practices (Hollows, 2008). Thus, unlike industrial production, domestic
craft-making is a significant intersection of producing and consuming activities at one point (Divatia &
Patel, 2017).
Moreover, handicrafts could be a practice of spending leisure time via a routine practice (Edwards,
2006; Kayabaşı & Yanar, 2013). Here, craft-making practices seem like a hobby and not contain an
economic value. Yet, another motivation is that home crafts could be seen as the assignments of
homemakers for financial gain (Edward, 2006). Despite providing small income, the surplus of
handicrafts is put up for sale to provide additional economic support for households (Kayabaşı & Yanar,
2013). Thus, today in the age of technology, the individual enterprises for craft sales and branding are
increasing through the potential and the impact of digitalization.
Besides, local craft practices and re-branding of handicrafts, which are promoted for rural development,
regional economy, and tourism, are also highly valued by governments and regional authorities (Aktaş,
Veryeri Alaca & Gürel, 2019). The trade of handicrafts may constitute local communities and develops
the practices of social design, that challenge the euro-centric view of rationality and individuality,
through the “culturally-specific knowledge” and material heritage (Escobar, 2012; Kang, 2016). Thus, the
inconsiderable financial impact and amateur taste of handicraft sales may gain an artistic and
indigenous value at a broader scale.
Besides, the craft-making practice has an invisible relation with health and well-being. The makers are
influenced by the satisfying and therapeutic way of making, which is associated with calming,
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meditating, and relieving states (Maidment et al., 2015; Gustafsson, 2019). On the other hand, craft
communities may generate a form of healing and recovery for some inquired people. The studies show
that the self-expression potential of craft helps people to heal their traumatic experiences through
sharing, producing, and defining their statements (Maidment et al., 2015).

3. Domestic handicrafts in Turkish Culture
In Turkish culture, domestic handicrafts are the most significant pieces of dowry tradition. Dowry is a
trousseau of engaged women and includes different handmade belongings, such as embroidery,
knitting, needlework, patchwork, and crewelwork. These pieces are produced by the engaged one and
her relatives. Thus, these dowry products, which are carriers of whole artistic and cultural values, also
convey the feelings, thoughts, skills, and tastes of the owner/maker (Nas, 2018).
For Turkish people, handicrafts testify to the age, period, and events in which they lived and were
produced (Onuk, 2017). They are transferred to and used by the next generations. Thus, domestic craft
practices, which are women-centric and regarded as women's art, have a feature of connecting women
from different generations and providing the transfer of domestic craft tradition through the embodied
artifacts (Chansky, 2010).
Crafts are gathering women and generating domestic or local craft communities (Hallow, 2008). Because
craft is an agent that is generally discussed and practiced within a social context (Weida, 2014). In craft
communities, there is an encouragement for sharing personal craft knowledge and “mutual exchanges”
between the makers (Sennett, 2008). In contrast with today’s domination of Euro-modernity, that
appreciate individualism and agonism, the communal sharing and collaborative productions are fostered
by craft groups (Escobar; 2012, Weida, 2014).
In Turkey, women who do not know each other come together in handicraft training courses that
cultivate communities and interactions. These places are the “communities of practice, in which
practitioners of shared interest gather together to practice, and create an informal learning
environment” (p. 57). Thus, these communities redefine domesticity and reshape craft practices in the
public realm (Taşdizen, 2017). Alike handicraft courses, Talwar (2018) mentioned a design course, in
which members engage in textile handicrafts like sewing, embroidery, knitting, and crocheting, as a
“collective and community-based form of practice” (p. 18). These spaces, which contain new
encounters, conversation, and collaboration have also a therapeutic potential for the community
members. On the other hand, these collaborative making processes provide collective knowledge
creation and transfer between the practitioners.
Besides, these collective craft activities also happen in domestic sessions. Turkish women come together
with their relatives, friends, or neighbors at the traditional meetings called the “golden day”, which are
regularly and respectively arranged at participants’ homes. In these meetings, women socialize, eat
together or play games, at the same time they perform handicraft activities (Büyükokutan, 2012), which
are especially knitting and embroidery. These meetings may turn into collective sessions where women
talk about their products and making processes, help others, give their tips and techniques, moreover
share and exchange their patterns.
Craft communities and the social practice of domestic making altered through mass media. The modern
discourse of commercial craft magazines reformed domestic craft-making “as a modern activity and the
housewife as an agent of modernity” (Hackney, 2006). Thus, in traditional societies, like Turkey, women
went towards to utilize new household appliances, like sewing machines, as an image of modern living
and home (Tanglay, 2007). In this way, the social practice of craft lost its crucial place.
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On the other hand, craft magazines published craft techniques, tips, readymade templates, patterns,
and step-by-step instructions of different women (Weida, 2014; Groeneveld, 2016). Thus, a new
interaction platform was created among the homemakers, both written and visual. In this way, a new
kind of sharing practice was cultivated through “valuing crafting and showcasing readers’ own crafts”
that enables a “relationship to texts, to crafts, and to community” thus creates “a sense of discursive
solidarity” (Groeneveld, 2016, 129).
In other respects, numerous TV shows on handicrafts activities are popularized in Turkey. Craft activities
in these shows are taken place in a pseudo-domestic environment; hosts, makers, and guests perform
craft ideas, discuss and try them in constant repetition. They also give the audience practical knowledge,
idea, advice, tips about handicrafts also share reformed patterns and procedural directions (Erim &
Emgin, 2013). Thus, these live performances give audiences an opportunity to learning by watching like
in a craft group. But here, the audience or domestic homemaker is a passive participant in the social
practice of making because of the one-way communication and knowledge acquisition and sharing.
In conclusion, these sources reshaped the base of openness, participation, and commune of domestic
craft-making in a different way. Besides, today, craft communities and the social practice of domestic
making are affected by digitalization.

4. Embroidery in Turkish Culture
This study is limited to embroidery practice and its techniques that are frequently encountered in
Turkish culture. Embroidery, which is one of the significant and ancient Turkish decorative art, is a
simple needle technique made on felt, leather, woven fabric by using threads (Sürür, 1976; Barışta,
1998, Özmen, 2012). Embroidery, mostly known as cross-stitch and needlework, is cross sewing
application of the thread (Can, 2017). The techniques used in Turkish embroidery are quite varied; such
as beadwork, cross needle, chain stitch, needle lace, hemstitch…etc. (Göksel & Kutlu, 2006). The
embroidery technique is defined by the movements of the needle-attached thread above and below the
fabric (Barışta, 1998).
Embroidery, which is believed to be of Asian and Egyptian origin, included in Anatolia and was
reinterpreted under the influence of Islamic religion and Ottoman culture (Sürür, 1976). Moreover,
cross-stitch became spread and used as the most common needle technique in Anatolian Turkish
embroidery by the 20th century. Cross-stitch has been used in many civilizations before. Today, it is still
being used. Cross-stitch is one of the frequently used methods that reflect the lifestyle, values, and
feelings of the society in which it is used. Thus, the way and area of use also the meanings differ from
each other (Taştepe & Horoz, 2019).
The color, motif, and material are indigenous features of culture-specific handicrafts (Varol & Ertürk,
2016). Especially the motifs used in cross-stitch represent the living, economy, religion, belief, and
culture of societies. Thus, handicrafts contain the cultural, social, and economic values of the
communities and regions in which they are produced (Taştepe & Horoz, 2019).
In Europe, the first cross stitch patterns consisted of religious symbols, alphabets, and numbers (Can,
2017). Yet, the sacred and iconic animal motives are weaved in the Indian Peninsula and Asia. On the
other hand, in Turkish culture, used motifs generally base on the figures belong to nature, representing
organic forms through geometric stylizations (Taştepe & Horoz, 2019). These products that are based on
the art of decoration, have combined nature and traditional culture, (Can, 2017) and have integrated
aesthetics and usefulness.
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Embroidery and its techniques are frequently encountered in Turkish culture, especially in the dowry of
young girls and married women and in the wooden cases of the elderly (Nas, 2012). In old examples,
embroidery applied to textiles to enrich their quality, like garments. Although new areas of the
application still maintain their use-value, they have turned into objects that are mostly produced for
decorative purposes; such as, napkins, boards, prayer rugs, or children and baby goods (Can, 2017).
With the migration, the people moved their local techniques and motifs to other countries and affected
the practices there. Their practices are also influenced by the approaches of new cultures, too (Taştepe
& Horoz, 2019). Today, we see similar engagement between different approaches, techniques, and
motifs which is a result of digital interaction and the accessibility of open sources.
Besides, Turkish textile handicrafts have a particular language in society with both form and decoration
features. Because the production technique and colors have special meanings and stories (Nas, 2018).
Besides, the motifs are interpreted considering the local languages (Can, 2017). Thus, ornaments, used
colors or production techniques of embroidery, which contain certain names, meanings, and values had
been seen as the non-verbal speech.
For instance, according to old traditions, the women who were recently married had not easily
expressed her thoughts at home. She conveys a message to her mother-in-law with a particular pattern
she embroidered, or she embroiders the shapes believed to bring luck in the spiritual sense (Onuk,
2017).

5. Blurred boundaries between hardware and software worlds with the emerge
of digital media
As McLuhan’s famous statement “the medium is the message” asserts (McLuhan, 1967), the arrival of a
new medium consequently affects our daily lives, not only by its content; but also, by re-defining the
ways of experiencing our lives. Web 2.0 with its existence had played a significant role in transforming
offline real-world activities participating as a tool to communicate with creating networks (Gauntlett,
2013). Web 2.0 encourages viewers to produce and evaluate its content; a platform that is structured by
“users and for users” (O’Reilly, 2005); a “co-creative” platform that offers assistance, engagement, and
experience rather than just communication (Russo & Watkins, 2007).
The offspring of Web 2.0, social media is defined as “a group of Internet-based applications that build on
the ideological and technological foundations of Web 2.0, and that allow the creation and exchange of
user-generated content” (Kaplan & Haenlein, 2010). With offering easy-to-use online tools and
mediums, Web 2.0 enables people to “learn about and from each other, to collaborate and share
resources”. The shift from “networked communication to platformed sociality, and from participatory
culture to a culture of connectivity” (Van Dijck, 2013) had occurred in record time. Consequently,
interactivity that is independent of location supported by social media platforms brought a genuine
perspective on “to what people do with, and can get from their electronic media” (Gauntlett, 2013).
Additively it also brought a new perspective on what people do with their practices, and with each
other; and to what can get from each other through diverse ways of communicating and collaborating
that are offered. In the context of capabilities and possibilities presented by social media and its tools,
social media can be identified as cool media according to McLuhan's categorization: “Cool media are
high in participation or completion by audience. Cool media includes” (McLuhan, 1967).
Digital platforms affect human interaction both on an individual and community level; the worlds of
offline and online are gradually interpenetrating and existing traditional behavioral patterns (offline and
physical) are mixed with sociotechnical norms that emerged in online platforms (Van Dijck, 2013). In the
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past times, a watercolor hobbyist can attend to courses to learn the techniques of the practice from
professionals; or just from a book on her/his own. Now, a watercolor hobbyist can access the
information of techniques from YouTube videos, from professional artists’ and makers’ online presence
by their accounts on various platforms like Behance or Instagram. S/he can interact with other makers
to gain knowledge, to appreciate, and to motivate each other. Moreover, s/he gradually can embed the
gained knowledge on her/his making practice; and share it again on her/his social media platforms to
contribute to ever-growing available online knowledge.
The materials or technical information about the practices that tend to disappear, continue to be shared
and spread together with Web 2.0 and the presence of many different digital media platforms. For
instance, basket weaving practice is maintained by a very limited community; we do not come across
the products of basket weaving practice in the contemporary world occasionally (Weida, 2014). But
through Web 2.0, anyone can find the materials and equipment that are needed and buy them online;
can have access to the technical information and methods in various digital platforms and online sources
for weaving (Weida, 2014).
As Jenkins (2006) asserts the world of convergence culture that is “where old and new media collide,
where grass-roots and corporate media intersect, where the power of media producer and the power of
the media consumer interact in unpredictable ways”. The digital media, as all newly emerged mediums,
requires by definition, itself required and brought a transformation to the means of making and
production processes (Benjamin, 2008). As a platform enabling the concept of openness and interaction
influenced the exchange of information and know-how that lead to the democratization of knowledge
and making process. A new channel for communication, exchanging information of methods,
techniques, and information specific to the nature of relevant crafts are significantly in use between
makers and practitioners. Informal learning practices in online networks outside of conventional
learning methods and institutions are emerged. They consequently conduce toward fragmentation of
former traditional structures of collective forms and accelerate the social significance of individuality
and individual practice (Reitsamer & Zobl, 2014). While starting learning a new craft-making technique,
individuals do not need to adhere to books or conventional craft-making courses anymore; the
information is accessible anywhere and at any time.
With the emergence of digital media, the boundaries between the hardware and software worlds had
blurred, and accordingly, the behaviors of individuals who are in the act of “making” have started to
take place at the intersection of these two worlds. As Google brought the possibilities of “de-centralized,
non-normative cultural production to a general population of users and caused to re-evaluation of
making for social or new media-based cultural production and engagement in general” (Murphy et al.,
2014). Social media platforms carried one step further this impact and facilitated alternative ways of
creation, production, and communication that enables wider social participation to share and making
activity. For instance, social media platforms like Instagram, YouTube, Facebook, Pinterest, Etsy or
Behance are now widely used as the new medium of the open-source movement, with the ability to
connect communities, to provide easy access to information, to allow easy sharing and to form a divided
creative production in the context of a domestic environment. The widespread use of Web 2.0 and
websites like Etsy (origins in the USA), Folksy (origins in England) or Zet (origins in Turkey) that are
focused on selling handmade products have brought global awareness to the existence of such products,
to their production and sales; with enabling small businesses or individuals to market their original
designs or traditional products at national and international levels. As an illustration, embroidery making
practice in the past was seen as a traditional craft-making process that was applied on tablecloths,
clothes, towels, bundles, pillows, cushions, or bed linen to be put in the dowry of young girls (Taştepe &
Horoz, 2019). Today, people continue this tradition and the applications can still be seen in dowries but
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the application fields of the cross-stitch techniques are expanded by the aforementioned effects of
social media platforms. Today, they are applied to various kinds of clothes and accessories, on bags,
earrings, brooches; and with modern ornaments and motifs (Taştepe & Horoz, 2019). Both the making
process and its content created is changing by extension of the social media platforms.
The transformation brought by the social media platforms is not just about the radicalization of methods
of making and production, but re-deliberating of what it means to be a producer and maker (Atton,
2014). Consequently, it brought a more democratic definition that embraces who are normally excluded
from the definition and removed the barriers between amateur and professional. The maker has
undergone significant changes, shaped by the rapid dissemination of Web 2.0 and the social media
platforms. A new class of “producers” has arisen – creators who are also users and distributors (Bruns,
2008). The social media platform created a new culture of itself by decentralization of the practice,
deinstitutionalization of knowledge, and globalization culture. It also refigured making and doing
practices by its offerings and transformed these into collective and collaborative development. People
structure their networks and experiences around the process of making things; they aspire for seeing
and sharing the outcomes of their creativity while also want to feel connected with other individuals
who make and create (Gauntlett, 2013). As the social media platforms are in a nature that have the
facilities to respond to these desires of individuals, the platforms have revealed a form of relationship
that started with sprouting on its own and then supported with many different platforms developed
with a focus on making processes like YouTube, Behance or Etsy. YouTube establishes its framework on
primarily supporting a participatory and communicative community amongst everyday users instead of
elite professionals (Gauntlett, 2013) with an array of material in diverse topics. Social media channels
are now a home for amateur or professional practitioners, makers, and producers: A craftsman can
share technical knowledge on her/his YouTube channel or Instagram page; interact and answer
questions from the comment section, receive orders from the Instagram page, or Etsy account; share
the pictures, videos or designs of their outcomes of making process by all the aforementioned platforms
or on Behance page.
This new socio-technical system that offers new possibilities is liberatory; one of the impacts of social
media platforms is to capture the zeitgeist, so the platforms work to ensure their instrumental value in
producing distributed trends and culture (Murphy et al., 2014). However, this can be interpreted also as
bringing its constraints and dominance on making practice and makers. Technology has reduced the
power of traditional local controls but new global networks of authority permit platforms to be
democratic to the extent that they serve their purpose (Bissonette, 2014). Continuing with the example
of embroidery making activity, the motifs that are engraved on the products differ on a country basis;
but with the globalization effects of social media platforms, the motifs have started to show
international similarities with the influence of fashion and trends (Taştepe & Horoz, 2019). However, the
diversity of cultural features are still reachable in some sense; consequently, it has bilateral effects on
embroidery making.

6. The research method
This paper seeks the dynamics of domestic craft-making under the influence of the digitalization culture
and aims to reveal the change of traditional craft practices and approaches fostered through social
media platforms. Therefore, to understand the effects of social media on domestic making and
production practices, an online survey was conducted with forty-two Turkish women participants
engaging in embroidery.
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The conducted survey has particular open-ended, multi-choice, and sample-based questions seeking
information related to the craft-making, the learning and improvement processes of the practice,
inspiration sources, intensions, and usage variation of social media about embroidery making practice.
Afterward, the outcomes of the online survey were analyzed by thematic analysis method to reveal the
main effects of social media on domestic making and production practices. Thematic analysis is a data
analyzing method to identify, organize, and later to analyze and report patterns and themes that are
found in collected data from individuals on a specific research study (Braun and Clarke, 2006).
Instagram had been selected as the communication platform for the research. At first, an examination
was conducted with the hashtag of “embroidery”; also, related accounts were looked through their
produced crafts capability related to embroidery and the number of followers. The active and popular
accounts were selected; then, the prepared survey was sent one by one to these users with the
description of the study and the identifications of researchers through the Instagram direct message.
The survey was delivered to approximately two hundred accounts; however, just forty-two of them
responded to the survey.

7. Findings
The age range of respondents was between twenty-three and forty-seven, also, all of them were
women. Their state of education consisted of primary school and high school graduates, bachelor, and
postgraduates. The occupations of respondents were lawyers, engineers, craftspeople, and designers;
but mostly housewives and teachers. Besides, their embroidery-making experiences were varied
between at least five months to twenty-years. The period they have used social media related to
embroidery making practice is between at least 4 months to 5 years.

7.1. The learning of embroidery
The majority of participants defined that their knowledge about embroidery comes from their elder
relatives such as their mothers, sisters, or grandmothers. As mentioned before, handicrafts connect
different generations and provide a tradition transfer. This transfer is not just materialized through the
entity of the produced craft, but also teaching the making techniques and culture to the next generation
provides the continuity of local and inherited craft knowledge.
I learned to embroider from my sister, I was just starting to spend time (Participant-20).
It is our family tradition (Participant-22).
Some participants defined that they learned the practice of embroidery by watching videos of more
qualified practitioners on the YouTube platform. Moreover, others stated that they use different
internet-based platforms to improve their craft skills.
I started as a hobby with the aid of my grandmother, then I encountered modern
embroidery on the Internet, and thus I learned how to embroider more modern motifs from
channels like YouTube and improve with my effort (Participant-38).
Here, we can see the differentiation of craft learning by watching the activity from the television to the
internet-based social media platforms. Besides, participants emphasize that the learning process of
craft-making based on experiential learning. They mimic the new procedures and techniques, in this way
they replicate the other practitioners’ ideas to learn. But then, they blend what they found out with
their personal knowledge, harmonize different approaches, in this way improve their abilities and
creativity.
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Besides, a couple of participants had training about embroidery received from a course, primary, or high
school. Some of them transform embroidery practice as a professional business, the others continue it
as a hobby.
I learned in a home economics lesson in secondary school. At that time, I was just doing it to
pass the course. Now, as an additional income, I make products by order (Participant-24).

7.2. The motivations of embroidery
Participants mentioned different motivations to start embroidery. Some had an interest in crafts and
had a curiosity about embroidery.
I liked the examples of embroidery on the Internet and wanted to try it right away
(Participant-25).
A few wanted to qualified their leisure time, just quite a few learned to supply their needs.
I do it as a hobby and to make use of my free time at home well. I also do it for those who
want it, even if it has a small contribution to the home budget (Participant-6).
However, most of them stated that they wanted to start a new hobby. While the main purpose is
developing a hobby, nearly all of the participants emphasize that they are now making embroidery to
get an income.
I started as a hobby, now I'm earning money (Participant-30).
I do it because it makes me feel good, also I earn money from this labor (Participant-7).
I turned the hobby that I enjoy to work (Participant-32).
On the other hand, participants describe the activity of embroidery as a therapeutic and relaxing
process.
My aim to start is purely to take up a hobby. Let's say it's good for my soul (Participant-23).
My goal was to find a productive way to rest to my head (Participant-13).

7.3. The improvements
Most of the participants mentioned that their craft practices are inspired by social media. Thus, in
contrast to traditional craft knowledge, pathways, and procedures, social media platforms and internetbased resources enable new orientations for craft-making. Those platforms enable homemakers to
access foreign sources so causes the interpenetration of different cultures. In this way, new encounters
and combinations emerged between different traditional knowledge. That triggers the creativity and
artistic reflection of the maker by providing new content creations and including new methods and
techniques through reshaping the traditional.
Digital interactions among makers, who have a different cultural background, let the emergence of new
contents. Alongside the new interactions, popular culture and expectations encourage this new content
creation. In this study, participants mentioned their content creations in consideration of the
digitalization culture of making. Alongside the traditional Turkish motifs and ornaments about nature,
they also adapt different illustrations for sewing, embroider human figures, and letters, which are the
traces of popular culture.
On the other hand, they are re-shaping their methods and techniques, including new ones, and blending
them for originality and innovation. Apart from the traditional fabrics and equipment for embroidery,
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participants include new materials and techniques in their practices. Besides, they try new applications
on unorthodox surfaces, clothes, or accessories.

7.4. The use of social media for craft practice
Participants defined that they mostly prefer to use Instagram, Pinterest, YouTube, and Etsy for their
craft practices. However, the motivation of social media use for embroidery practices differ. For
instance, to improve the embroidery skills and gain experience, participants try to learn both traditional
and new craft techniques, models, and materials. For this purpose, they mainly watch videos of different
practitioners or tutorials from YouTube and they are learning by watching. Besides, to get inspire,
participants research on Instagram, Pinterest, and YouTube applications. They both follow the accounts
of practitioners - both foreign and local - and different art-based sources. On the other hand, to exhibit
their authentic and professional craft ability, participants use Instagram, Pinterest, and Etsy. The main
reason for this showing off is to make a sale. These platforms help the homemaker to re-create her
identity as an artist, maker, producer, or designer, instead of an amateur.
Finally, those motivations can be seen under three main purposes. Practitioners use social media
platforms to improve the craft ability by learning from the others, to conduct research for getting
inspired, and to exhibit the craft ability for sale.

8. Cultivation of New Craft Practices and Identity Through the Social Media
The thematic analysis shows three main themes about the impact of social media and digitalization on
the domestic making of embroidery. All of these orientations show that domestic making activities of
embroidery detached from its traditional sources, making methods, and communities.
First, of course, the existence of social media changed the used sources for inspiring through the new
platforms and communities. The communal way of face-to-face knowledge transfer and the impacts of
mass media evolved to digital resources and contents. Thus, the information source of practitioners
shifts from traditional roots to online and open sources.
Second, through these online sources, social media leads to new expectations about authenticity, so
triggers practitioners to be more creative, instead of following traditional making procedures or
producing replicas. As mentioned, with the effect of popular culture, those internet-based digital
sources enable new content and technique orientations. In this way, the creative developments and
applications of practitioners are encouraged. Thus, all these lead to the originality of artifacts, too,
instead of traditional motifs and ornaments.
Third, social media changed the social community and practice of making through affecting the purpose
of production for sale, instead of dowry production or tradition transfer. However, it becomes a new
communication medium among makers and creates a new type of craft communities for exchanging
ideas and transforming knowledge. Besides, it fosters the interaction between makers and customers,
and most importantly social media re-defines the identity of domestic practitioners and alters this agent
from amateur to maker and producer.

9. Conclusion
The revealed orientations show us domestic making activities detached from traditional sources, making
methods, and communities. However, this detachment might have bilateral effects. On the one hand,
social media affects and provides new sources for inspiration, fosters creative reflection of the maker
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and turns the end-product through encouraging the originality of practice, and lastly, changes the form
of social interaction of making. Domestic craft-making practices and the agent of the practitioner are redefined by social media. New practices and identity are cultivated through the potential of new sources,
a new form of social interaction, and the lead of creative reflection and originality. These effects extend
the boundaries of domestic craft-making practice and increase the share of creative thinking on the act
of making and on the end-product.
Creating different forms of interaction between craft makers also enabled making practice to be evolved
and transformed in diverse ways through this interaction. By allowing anyone to access to skills and
methods of the practice, social media has expanded the definition of whom the practitioner is and
eliminated the discourse that the craft-making process belongs to a particular professional group.
On the other hand, with the information available to everyone, it can be said that there is a decrease in
the quality of the craft-making skills and the end-products compared to the old times. The globalization
of information sources for inspiration causes certain trends to be widely used worldwide, affecting the
diversity of end-products. Even though the local motifs and knowledge are still preserved in numerous
ways, it may be that social media might impose its own popular culture on craft-making. It should be
taken into consideration that this is a starting point for understanding social media effects on domestic
making and production activities; the relation between these areas needs further and deeply conducted
researches.
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